The relationship between the nineteenth century vampire monster and the vampire bat has not yet been seriously investigated in English. Three common assumptions made by experts are examined in this paper. Current vampire historiography has held that Stokerʼs use of a huge bat as the vampire was either mistaken or a creative innovation and therefore requires explanation in those terms. It supposes that people in the nineteenth century understood the word "vampire" the way we do today. It presumes Dracula to be the first story to have a vampire monster transform into a bat. To consider these positions, we must first analyze the use of the bat in Dracula and then set it in the context of 19th-century conceptions of the vampire bat to see how mistaken or creative Stoker actually was. Thereafter a survey of 19th-century works that are said to be leading the way to Dracula is initiated to see if "vampire" had the same meaning then as it does today. Finally we will examine if Draculaʼs metamorphosis from a monster into a vampire bat had any precursors and, if so, how distinctive Stoker was in developing it.
Introduction
Study of the vampire as an artifact of popular, and even of high culture in the 19 th century is, in several ways, arrested. It has its topoi, its familiar places, especially concerning vampires and bats, to which researchers regularly return and assume the validity of their consensus. I want, in this paper, to introduce three areas that need careful reconsideration. I will pose them as questions. Does the nineteenth century use the word "vampire" the way we use it today or do we project our ideas back on to it? How did the 19 th century understand the vampire bat? Was it the microbat we designate today or was it something else entirely? Finally, how did it work out the relationship between the vampire monster and the vampire bat? Were the two commonly conflated, but awaited Bram Stokerʼs Dracula before they could transform into each other? Or was a blurring between them relatively rare, with mutual metamorphosis, equally uncommon, nonetheless preceding the book?
The bat is the primary way Dracula approaches Lucy and may be the predominant way he feeds on her as well. There are ten mentions of a large bat in the context of Lucy, several times emphasizing the flapping, scratching, buffeting, and striking of its wings against the window, which at times appear to have an almost hypnotic effect. 2 One reference is by Quinsey Morris where he compares Lucyʼs precipitous decline with that of a horse he saw in the plains of South America drained of its blood "from those big bats that they call vampires." 3 She dies with a great bat circling around outside.
Afterward, disappearances of children are reported; they are found alive, but they have marks on their throats. Van Helsing prepares for his revelation that the postmortem Lucy is responsible by reminding his audience of nocturnal bats that "open the veins of cattle and horses and suck dry their veins" and others which flit down on sleeping sailors and take their lives. 4 The attending physician of one of the victims conjectures the child was bitten by a bat: "Out of so many harmless ones ... there may be some wild specimen from the South of a more malignant species. Some sailor may have brought one home, and it managed to escape, or even from the Zoological Gardens a young one may have got loose, or one be bred there from a vampire." 5 With the vampire Lucy dispatched, Van Helsing explains to the five that comprise the group of would-be slayers as much information as he can about Dracula, including the fact he can appear as a bat. As discussion ensues, Quincey leaves and a pistol shot rings out. Quincey had left the building and fired at a "big bat" that had perched on the window sill. 6 Also, when Dracula makes his fifth metamorphosis to vapor after blood-raping Mina, a bat is seen to rise from Renfieldʼs window. Following this, as the six pursue Dracula to his eventual demise, the fact that he can turn into a bat regularly enters into their calculations. 7 Thus Stokerʼs is a large bat which drinks human blood, hovers and travels with purpose, surveils, sedates, mesmerizes, and feeds with an intention to kill. It is not called a vampire bat-just a vampire.
The Mythic Vampire Bat in the 19 th Century
Since at least the 1970s, Stokerʼs bat has posed a problem for experts because the true vampire is not big. When we refer to the vampire bat, we almost always mean the common one (Desmodus rotundus), the only one, until recently, 8 of the three, all indigenous to Central and South America, to feed upon humans. It is known as a "microbat:" it has a body about the size of an adult humanʼs thumb, a wingspan of 14-16 inches from tip to tip, and drinks up to one fluid ounce of blood in a feeding. Its saliva contains an anticoagulant called, tongue in check, "draculin," which causes the wound to continue to bleed after feeding. 9 So how do scholars deal with the discrepancy between Stokerʼs bat and the real vampire bat? Elizabeth Miller, one of a few who has shown real interest in the relationship of the vampire monster and the bat, has argued that "Stoker obviously did not know (or chose to ignore) the fact that the vampire bat is quite small," and thus could not do the damage attributed to it in the book. However, by making it a transformation of a vampire, he created one "quite capable of attacking and draining humans." 10 7. Ibid., 25.312; 26.322, 328 Miller is likely the first to face the issue directly. Leonard Wolf in 1975 simply dismissed Stokerʼs vampire bat and educated the reader on the small one instead. 11 Matthew Bunson, over fifteen years later, did much the same thing, noting that Europeans named the microbat (not a large one) "vampire" because they were horrified it survived on blood. 12 Christopher Frayling deviated little from this. 13 More recently Christopher David was able to annotate a scholarʼs edition of Dracula without a single comment on the bat. 14 J. Gordon Melton, on the other hand, recognized an early tradition concerning vampire bats that goes back to the 16 th century but treated it, like Bunson, as if it had always designated small ones. 15 David Skal likewise noted that bats have a rich place in folklore but then turned to the vampire microbat for the rest of his observations. 16 Felix Oinas riffed a little on the same. 17 Basil Copper diverted from his description of the small bat with a single sentence drawing attention to the fact that "vampire" was first attached to a large bat. 18 Jan Perkovski included in his anthology Ditmars and Greenhallʼs significant study on the vampire bat, which introduced the history of the large mythic vampire bat, but attached no importance to it in his enthusiasm for the microbat. 19 So what has interested these professionals is setting the record straight. The true vampire bat is small, therefore Stoker was either in error with his bat or was taking literary license. If the latter, then experts might ignore it or conjecture a reason. Miller, as we saw, holds that the size is important mainly "Getting to Know the Un-Dead: Bram Stoker, Vampires and Dracula," in Vampires, Myths and Metaphors of Enduring Evil, ed. Peter Day (New York: Rodopi Press, 2006b) to explain the extent of blood loss. Clive Leatherdale guesses that Dracula must adhere to a "crude law of constant physical mass," so if he turns into a bat it must be a big one, whereas if he were to become an elephant, it would have to be a small one. 20 There has been, therefore, virtually no interest in locating an antecedent for Stokerʼs large bat. Miller is the exception, but the best she has been able to do is locate a single source as a possibility. 21 She writes that since Stoker referred to Sarah Leeʼs book entitled Anecdotes of Habits and Instincts of Birds 22 in his notes for Dracula, perhaps he also read her companion volume, Anecdotes of the Habits and Instincts of Animals. 23 There Lee speaks of a bat of "monstrous size." But in point of fact, all of Leeʼs comments are derivative from sources Stoker could easily have encountered elsewhere, as we shall see directly.
Therefore scholars, who have been so determined to reconstruct the development of the vampire myth in the West when it pertains to the monster, have given little attention to the other vampire, to the slow unfolding of the myth of the monstrous bat. Yet the story is equally as interesting and rewarding. 24 For help, we can turn to the aforementioned 1935 study on the bat by Ditmars and Greenhall. They argued that when Cortezʼs followers returned "with tales of blood-sucking bats, founded on acquired knowledge of an actual blood-drinking creature," superstitions soon arose of such bats being in the Old World "where no sanguivorous bats have ever occurred." Early naturalists, then, working from legends and deductions from dead specimens rather than by observation, thought the "ugliest and largest bats ... to be the vampire." 25 Early reports from South and Central America were no doubt a complex intermixture of experience, exaggeration, indigenous folklore and art, and sheer imagination, shaped by expectations drawn from Christianity, classical mythology, and bestiaries. 26 Already in 1511, before Cortés sailed to the mainland, Peter Martyr dʼAnghiera wrote "in many places bats as large as pigeons flew about the Spaniards as soon as twilight fell, biting them so cruelly that men, rendered desperate, were obliged to give way before them as though they had been harpies." 27 In 1516 he added that " [d] uring the night the men were tortured by bats, which bit them; and if one of these animals bit a man while he was asleep, he lost his blood, and was in danger of losing his life. It is even claimed that some people did die on account of these wounds." 14 Ulisse Aldrovandi in 1599 noted that in the hot regions of the world, like India, bats were reported to be savage. They are the size of doves and "attack the faces of people, by striking and wounding in such a way that they sometimes mutilate noses or ears or other parts." 28 Accounts have even surfaced, he says, of people being beaten down by their wings.
Joseph Gumilla described a different function for their large wings in 1731: "if by misfortune a vein is opened, which happens not infrequently, [victims] slip from dream to death, so subtle is the penetration of their teeth, while their wings softly beat the air to cool and lull the sleeper, whose life, they intend to take." 29 In 1745, Charles Marie de la Condamine described the bat as being "monstrous in size," a phrase used repeatedly thereafter; 30 it was first translated into English as "of a monstrous Bignes." 31 Then in 1758 Carl 26. Elizabeth P. Benson, "Bats in South American Folklore and Ancient Art," BATS Magazine 9, no. 1 (Spring 1991); Benson, "Bats in South American Folklore and Ancient Art," Andean Past 1 (1987), 165-190. 27 Linnaeus, in a fateful move, named the Malayan flying fox, a megabat with a wingspan of nearly five feet, vampyrus. 32 In English, Thomas Pennant mentioned in 1771 the vampire, which was enormous, fanning the air with its wings to create "a still sounder sleep" and "insinuat[ing] its aculeated tongue into a vein without being perceived, and then suck[ing] the blood till it is satiated." 33 John Gabriel Stedman in 1796 gave one of the most quoted descriptions in the 19 th century. Therein he spoke of being bitten by a "vampire or spectre of Guiana." He described it as "a bat of monstrous size, that sucks the blood from men and cattle when they are fast asleep, even sometimes till they die." It does this by feeding to satiation, disgorging, and sucking again until it can hardly fly; it has a wingspan as wide as three feet. 34 The naturalist William Wood in 1807 extended the span to four feet. 35 In 1825 Charles Waterton wrote a book that was reprinted throughout the century, describing several visits by these large "nocturnal surgeons." 36 Always ready for a nice turn of phrase, he called them elsewhere, "sanguinary imps of night." 37 These reports were confirmed in 1847 by Richard Schomburgk 38 and in 1853 by Alfred Russel Wallace. 39 Wallace identified the second largest bat in Latin America, the Phyllostomus hastatus, as the one in question, rather than the largest one. He appended an interesting theory from his brother about how the bat creates the incision: it places a canine tooth on the victim and then drills it in slowly by flying around in circles, all the while fanning the victim into deeper sleep.
"Vampire" entered taxonomy with Linnaeus and it leaves a legacy to this day. The most prodigious bat in the Americas is named the Vampyrum spectrum. Linnaeusʼ vampire is known today as the Pteropyus vampyrus. There are the genera and subgenera Vampyressa (1843), Vampyrops (1865), and Vampyrodes (1889). Many others became popularly known as vampires, although their scientific names today do not reflect it; they are now called "false vampire bats." 40 Johann von Spix famously designated the Glossophaga soricina as "a blood-sucker most cruel" (Sanguisuga crudelissima); it was sometimes known as the "longtongued vampire." 41 In the 1840s the descriptions of the bat began to be tempered by Darwinʼs direct observation of the Desmodus rotundus feeding on blood, the first sighting to be taken seriously. 42 Before him, by the way, in 1801, Felix de Azara described this blood-sucking bat with considerable care, but was immediately ignored. 43 By Stokerʼs time, sources might deal with the mythic one by itself or some compromise between it and the proper one. 44 true vampire with no reference to the large one. 45 In popular culture, it was strictly the legendary one that was used.
So Stoker had readily available to him a vampire that was very large, had predatorial instincts, and sucked blood to such a degree that it could take a life. It used its wings to sedate hypnotically, both while hovering and while feeding. Stoker did not invent it, by making it a human-like vampire monster in a transformed state, but utilized a bat that already existed, albeit in peopleʼs imagination, and affixing it to the monster. It is correct, then, that he may have ignored the Desmodus rotundus, but is not so in insinuating the mythic one to be hard to account for. And the language was most often of the vampire rather than the vampire bat.
The Conflation of Monster and Bat
Because the 19 th century uses "vampire" to designate both the bat and the monster, we have to be careful when reading literature from the period. In fact, the latter half of the century seems to represent a shift away from a supernatural monster to a more normalized vampire, and the bat is part of this. For this we shall look at an article by Andrew Boylan that lists works he believes lead up to Stoker to see if a pattern emerges. 46 He is a respected enthusiast and the only one I know to investigate the issue at any length. All the references are intended to designate a blurring of boundaries between the monster and bat, with the idea that Stoker might have got his idea of metamorphosis from one or more of the references.
Boylan notes first the 1888 entry in the Encyclopedia Britannica and an 1896 article from the New York World dealing with "vampirism" in New England. In each case both the monster and the bat are brought together in a single article. He goes on to reference Richard Burtonʼs 1870 story Vikram and the Vampire where a creature, identified as a vampire, hangs from a bough, "like a flying fox;" a cartoon in Punch (1885) where the Irish National League is identified as the Irish "Vampire," and pictured as a bat, "replete with human face;" Goyaʼs print Las Resultas (1810-20) which shows a bat "with a humanoid face suckling on the chest of a corpse;" Dumasʼ 1851 play where Ruthven, the vampire, is revived from death, spreads his "great wings and flies off;" "A. Y."ʼs 1829 story, "Pepopukin in Corsica," of an "invented vampire" who sings of flying over the alps; Bruxas in William Kingstonʼs 1863 short story who are ordinary women during the day but become vampires at night and can transform into "gigantic bats;" Baring-Gouldʼs 1884 "Margery of Quether" whose vampire has 45. Aldenʼs Cyclopedia of Natural History 2 (New York: John B. Alden, 1893). 46. Andrew Boylan, "Stoker and the Bat," Vamped (April 1, 2014); see also Boylan, Media Vampire: A Study of Vampires in Fictional Media, Lulu.com. (2012), 183-184. hands and arms "shrivelled and like those of a bat;" Christian iconography like the painting of St. Michael by Carlo Crivelli (c. 1476) where the devil (which translates to "Dracula") has bat wings; and the 1896 short film, Le Manoir du Diable, by Georges Méliès where Mephistopheles turns from a large bat to a human.
Elizabeth Miller adds two others: first a "bat-like vampire appears ... as a cover illustration in the novel VARNEY THE VAMPIRE, which appeared fifty years before DRACULA." 47 Then, "The Mysterious Stranger, as Count Klatka keeps company with the bat and the owl." 48 Boylan concludes his paper, "[W]hat we have seen is a rich pre-Stoker connection between bats and vampires ... Certainly Stoker was not the first to suggest that a vampire could transform into a bat. The best that can be said is that he popularised the connection."
I will look at these chronologically, changing any problems with dating. First is Crivelliʼs painting. Christianity picked up the notion of wings on its devils and angels early on. For instance, the early Latin father, Tertullian, wrote in the late second century, "Every spirit is possessed of wings. This is a common property of both angels and demons." 49 The first differentiation of them into feathered and bat-like, albeit meant strictly metaphorically, is probably by the Greek Father, Basil of Caesarea, in the mid-fourth century: "The bat is indeed winged, yet it is not furnished with feathers, but flies through the air by means of a fleshy membrane. Such are demons as well." 50 It does not seem to have occurred in earnest until the late high Middle Ages. The frescoes by Giotto, "The Exorcism of the Demons" [Scene 10] and "The Confession of the Woman of Benevento" [Scene 27] dated between 1295 and 1299 were quickly followed by Duccio Di Buoninsegnaʼs "The Temptation of Christ on the Mountain" and "Descent to Hell" (1308-11). Dante around 1314 insisted that the devilʼs wings were not feathered, "but were in form and texture like a batʼs." 51 So Crivelli is just a later instance of this. Boylan is right 47. Miller, "Bats, Vampires & Dracula." Miller writes, "The first literary connection with vampires-I am not aware of any connection in the folklore-may be the cover illustration of an early edition of Varney the Vampire" (Miller, Dracula: Sense and Nonsense, 34) . There in fact is a slight connection in folklore. Paul Barber says, "In Romania it is reported that by flying over a corpse a bat can create a vampire" [Paul Barber, Vampires, Burial, insofar as it is a conflation of a monster and a bat, but it is a stretch to see it leading up to Dracula. 52 Goyaʼs print adds nothing: it is merely his use of the mythic vampire bat sucking the life out of a victim while resting on his stomach as a symbol for the horror of war to a nation. He is probably working with the famous picture Nightmare by Henry Fuseli where the mare of folk stories sits upon the chest of a sleeping beauty giving her nightmares (1781). The 19 th -century vampire bat in literature, whether or not dependent upon Goya, is henceforth likely to be sitting on the ribs or stomach sucking blood from the chest or throat. 53 A.Y.ʼs 1826 story is significant. 54 The vampire is a prank, but taken on its own terms, the monster is said to rise from its grave clothes and fly over the alps, dripping from his "blood-swolʼn body." Yet it does not tie together the monster either with the bat or with bat wings, but only with wings and flying. Heaven is promised to him and he attacks only sinners, so there is no reason his wings not be feathered.
"The Mysterious Stranger" was published in German in 1844 and a translation into English printed in 1854. 55 The passage in question-keeping company with the bat and the owl-simply means he is asleep during the day. In the German it is ich mit Kauz und Uhu niste, "I nest with the screech and eagle owls." 56 52. In fact I think it is the opposite, but this is pure conjecture. In prospect I believe one reason it took some time before the two vampires were brought together intimately was because the bat was already taken by Christianityʼs evilest figure. On the other hand, in retrospect, when Stoker adopted the name for his monster, he may have made some interesting connections between the satanic wings, the vampire monster, and the vampire bat. On the other hand, the vampire bat and Satan were linked together closely by 1866 [Thomas Carlisle, "Natural History: Bats," The Juvenile Instructor and Companion 17-5 (1866), 118].
53. Goya has a much earlier etching that obviously uses vampire bats in the background: "There is Plenty to Suck" (c. 1798 Next is Dumas and this does appear to be a genuine conflation of the two vampires. 57 He has two supernatural vampire characters that are set in conflict with each other. He calls the female one "a ghoul" and links her with Arabs. 58 Ghouls are said to be coquettes, choosing handsome young men and then lying in wait for them. "They watch for the passing of their prey, lull him to sleep with the movement of their vast wings and when he is asleep in a mortal bliss, they aspirate his blood and his life." 59 There is no doubt about her being a preternatural monster, with vampire bat wings which sedate. Lord Ruthven, the other vampire, dead among the mountain rocks, is revived by moonlight. "Lord Ruthwen first sits up-then rises completely, ... deploys great wings and flies off." 60 Dumas uses the same construction he does for the ghoul: grandes ailes-vast wings. Both are surely hybrids of the vampire monster and bat. 61 Millerʼs reference to the illustration in Varney the Vampire also appears to be a conflation of the two. The story was originally printed between 1845 and 1847 as a "penny dreadful." It was published in book form in 1847. What Miller is referring to is the cover of the 1853 edition. 62 A skeletonized Varney spreads his cloak to form bat wings and hovers over a sleeping beauty. He is surrounded by four demons complete with bat wings watching eagerly. So the illustration does seem to bring together the vampire monster and the bat. But 59. Dumas, The Return of Lord Ruthven the Vampire, Act 2, scene 2. 60. Dumas, The Return of Lord Ruthven the Vampire, Act 3, scene 3. 61. A vampire of a similar sort is also described in the anonymously written adolescent novel, The Vampire, or Detective Brandʼs Greatest Case 1885, 8. It uses "bird" for "bat" throughout the story. "Tainʼt a bird, ... but a sort of a devil wʼot comes in the shape of a big bird; itʼs got the figger of a man, but the wings of a bird, a kinder hitched onto a manʼs arm, and the only thing it can live on is human blood." So too the famous picture by because of the emphasis on the bat by the appearance of the four demons and of him hovering over her like a bat, the illustration is more about it than the monster. A similar picture, by the way, is painted by Charles Dickens in Bleak House (1852-3): Mr. Krook finds his tenant dead on the bed and calls for help, "with his lean hands spread out above the body like a vampireʼs wings." 63 We turn to Burtonʼs very free translation of The Baital-Pachisi or Vetala Panchavimshati entitled Vikram and the Vampire. 64 It ends up being largely irrelevant to our study. "Vampire" is a misleading translation for baital or vetala, a Hindu impish and devious trickster spirit that can inhabit corpses in charnel grounds. "Vampire" refers to the spirit, whether incarnate or disembodied; it corresponds to the way the word became used by Spiritualism and Theosophy. 65 Insofar as it inhabits a dead human body, there is a parallel with the monster. Here it animates an altered body that looks like a flying fox, i.e., a vampire bat. So "vampire" refers to neither the monster nor the bat as such, but to the spirit behind them both.
Margery of Quether, over two hundred years before the story of the same name, used to sit in church and pray for everlasting life and her Christian God granted it. 66 She now lives like a bat in the belfry of the church, shrunk to the size of an infant in mummified flesh. This is how George Rosedhu encounters her. She drops from the bell rope, scrambles on the ground "much as [he has] seen a bat scramble," has hands and arms shrivelled "like those of a bat," and when his heart goes out to her and he decides he will protect her in his home, she clings to his chest clutching him with her "bat like hands and claws" and sinks her one remaining tooth deep into his flesh. She is a bat situated on his breast and feeding. Thus begins a strange relationship where George suckles her back to youth as he himself slips into decrepitude and old age. Her "vampirism" (the word "vampire" never appears) is imaged 100% as that of a bat; her transformation from being "bat like" to being "normal" is slow and in stages as was her change from human to being bat like beforehand. The figure of a bat is superimposed on the human at one stage of her life; there is no conflation of a monster and bat, for there is no monster. The 1888 entry on "vampire" in the Encyclopaedia Britannica follows. 67 The two vampires are put together because they share the same name. The bat gets more space because it is the object of greater interest. Instead of conflation, it displays the batʼs primacy. In fact, the author writes that the word vampire "originally applied in eastern Europe to blood sucking ghosts, but in modern usage [is] transferred to one or more species of blood sucking bats inhabiting South America." 68 In other words, usage for the monster is archaic; for the bat it is current. So too the 1896 article from the New York World; although it is only about the monster, the author devotes the final paragraphs to the bat, since it is "more recent" and is "founded on fact" rather than superstition. 69 The illustration in Punch is misunderstood if one holds "The Irish Vampire" as meaning anything more than the bat. A huge bat, with the National League written on its wings, hovers over the sleeping body of Ireland (or "Hibernia") ready to take her life. 70 Punch was a humor weekly which saw any nationalist movement, like the Irish League, to be destructive of the British Empire. That is why superimposed on the batʼs face is that of Charles Stewart Parnell, an "infamous" supporter of home rule and organizer of the National League. 71 Parnell is a vampire to the staff at Punch only in the sense of the bat.
Images like this were prevalent at the time. A particularly provocative one appeared in the January 28, 1893 issue of the Worker out of Brisbane, Australia, with the caption "Queensland and the Vampire." A vampire bat with Q. N. Bank on its wings is on the belly of a prostrate topless woman sucking blood and milk from her breast. On the head is the face of the general manager of the Queensland National Bank, Edward Robert Drury, who is extracting the assets of Queensland for the sake of outside investors. In the terms of the time, both are "human vampires." 72 67. G. E. Dobson, "Vampire," Encyclopaedia Brittanica 24 (New York, 1888) 186-193. 70. John Tenniel, The Irish Vampire, Punch, or The London Charivari 39 (October 17, 1885), 198-199 . It is preceded by a poem with the same name, wherein the luckless Erin (Ireland), beset by problems, has attracted yet new ones. She is counselled to wake up and put up her guard lest they take her life. She is facing the preditorial National League which arose in her midst from her lack of vigilance. 71. Dalby comments how the face reminds him of Stokerʼs [Richard Dalby, Draculaʼs Brood (New York: Dorset Press, 1987), 11-12] . 72. A "human vampire" is used during the final decades of the 19th century to denote someone acting like a vampire bat. A good example is Napier [Charles Ottley Groom Napier, The Book of Nature and the Book of Man (London: John Camden Hotten, 1870), 263-264]. Cf. the "Death Watch" dinner put on by the Order of the Vampires, Along the same lines, at the beginning of Mary Elizabeth Braddonʼs 1896 "Good Lady Ducayne," a story in which a wealthy elderly woman hires lower middle class women in order secretly to have their blood transfused into her to extend her life at the threat of their own, is an illustration of an old woman in a fur coat with a huge imposing bat hovering behind her. She is acting like a vampire (bat). 73 The first instance of this kind of illustration of which I am aware features a frightful human face placed on the body of a vampire bat with a handsome mask dangling down on his chest. As the description that accompanies it makes clear, the vampire is to represent the sadistic hypocrite who seems a friend but secretly slanders behind oneʼs back. It is entitled "Vampire," and refers solely to the bat. 74 Perhaps most striking comes from a review of Dion Boucicaultʼs "The Phantom," an 1852 adaptation of Charles Nodierʼs 1820 play, "The Vampire." The notation is from a revival of it and appears in the January 20, 1875 New York Times by M. E. W. Sherwood. "Then somewhere along here, I think in a summer season, comes a vision of Boucicault playing the Vampire, a dreadful and weird thing, played with immortal genius. That great playwright would not have died unknown had he never done anything but flap his bat-like arms in that dream-disturbing piece." 75
The Metamorphosis into a Bat
Nina Auerbach and David Skal wrote in 1997 that "the now-inevitable association of vampires with the bat" began with Dracula. 76 J. Gordon Melton and Heide Crawford aver much the same. 77 In 1998, Elizabeth Miller declared more strongly "Stokerʼs major contribution to the association of vampires with bats was his introduction of the idea that a vampire could shapeshift into the form of a bat (as well as a wolf and mist)." Anthony Hogg, an accomplished amateur, has asserted "that Stoker invented one of the most popular "folkloric" characteristics associated with vampires: they could change into bats." 78 Hogg also holds that finding a list that predates Dracula and includes a bat as something into which a vampire (monster) can turn would be "an exciting find." 79 First, we must deal with the remaining sources to which Boylan refers. William H. G. Kingstonʼs The Vampire; or, Pedro Pacheco and the Bruxa (1863) is not an early instance of metamorphosis. 80 Ordinary women by day, bruxas become demon possessed by night and have orgies. The name bruxa means a witch, and witches are already associated with night orgies and demon possession. They can also shapeshift, so it is no surprise that following the orgy they turn into bats, ducks, or owls. As such they lead passers-by on a wild goose chase, leaving them lost, scratched, and humiliated, and finally return home and with a "vampirish hunger," seize their children, fan them with their huge black wings, bite them, and "suck the life-blood from their veins." The vampire in the title refers only to the bat. There is no vampire monster, only a witch. Stoker read a highly abbreviated story similar to this, by the way. 81 Le Manoir du Diable by Georges Méliès (1896) has been called "the first vampire film." 82 It features a monster, Mephistopheles, turning into a bat and vice versa. But Mephisopheles is an imp of the devil created in the sixteenth century along with the first Faust tales and thereafter a surrogate for the devil; he is never a vampire monster. It does demonstrate the interchangeability between a human-like devil and a bat (there is no evidence it is a vampire bat), but bats have been associated with the devil for a long time. Nonetheless transformation is important, even if it does not apply immediately to the vampire. So there are only two on Boylanʼs and Millerʼs lists that are germane. 78. Anthony Hogg, "Bats Before Bram," The Vampirologist (April 6, 2014) . Retrieved from https://bit.ly/2lMIQas. 79. Hogg, "Bats Where They Donʼt Belong," Diary of an Amateur Vampirologist (January 25, 2011). Retrieved from https://bit.ly/2tMgK3A. 80. The same story was published in 1846 and 1863, albeit with different names for the lead character. In 1863, however, an introduction was affixed and it is that alone which concerns us. 81. Stoker, Eighteen-Bisang, and Miller, Bram Stokerʼs Notes for Dracula: A Facsimile Edition, 206-209; Isabella Lucy Bird, The Golden Chersonese and the Way Thither (New York: G. P. Putnamʼs Sons, 1883), 451-452. 82. Phil Hardy, Tom Milne, and Paul Willemen, ed. Overlook Film Encyclopedia: Horror, (Overlook Press, 1995), 17; Roxana Stuart, Stage Blood: Vampires of the 19th Century Stage (Bowling Green, Ohio: Bowling Green State University Popular Press, 1994), 218. There is nothing controversial about the folklore vampire being a shapeshifter. What is of significance, we are told, is the absence of the bat from any such list. In Wendische Sagen, Märchen und abergläubische Gebräuche (1880), however, which refers to the stories and rituals of the Western Slavs, there is a sentence on the issue: Die Vampyre nehmen die Gestalt von Katzen, Fröschen, Kröten, Fliegen, Spinnen oder Fledermäusen an-"Vampires take the form of cats, frogs, toads, flies, spiders, or bats." 83 Another can be found a year earlier in a textbook entitled Simple English Poems (1879). In an explanatory footnote to Robert Browningʼs "The Pied Piper of Hamlin," which makes a passing reference to "Vampyre bats," we read that they are "huge bats found in the tropics, so called from the superstition about vampyres. A vampyre is supposed to be a dead man who returns in body and soul from the other world, and wanders about the earth doing mischief to the living. He sucks the blood of persons asleep, and these persons become vampyres in turn. He lies as a corpse during the day; but at night, especially at full moon, he wanders about in the form of a dog, bat, &c, biting sleepers on the back or neck." 84 With regard to literature, there is at least one story that features a vampire monster turning into a vampire bat. 85 It is entitled "A Vampire" and is by Karl May. 86 May wrote his Orient Cycle between 1881 and 1888, and it was published in installments in the Catholic weekly, Deutscher Hausschatz in Wort und Bild. The fourth volume of the cycle, In den Schluchten des Balkan, appeared in the 1885-86 issues. It was then revised and published in book form in 1892. This is found in the seventh chapter.
Kara Ben Nemsi is traveling in the Bulgarian Mountains with his companions. They spend the night at the home of a poor Christian man, Kerpitschi. Kara learns that the man and his wife are fasting that night, so he goes outside to eat and notices there the grave of their daughter who recently had died. When he is finished and returning to the house, Kerpitschi stops him to ask whether he believes in ghosts. Kara says he does not, but Kerpitschi responds that he knows they exist for their daughter is a vampire; his wife and he fast in order to redeem her.
He is told that their daughter, who was already ill, cared for her fiancéʼs mother as she was dying of small pox. She returned home after her death frightened-something had happened to her there-and soon became delirious. In this state, she would say that Wlastanʼs son, her fiancé, must die. When she was near death the priest was gone so she made no confession and received no absolution; because she died of small pox she could not be buried in the cemetery. So presently she becomes a bat, knocks on their door, and then flies over to Wlastanʼs home and feeds on his son, who has started to waste away. "Now she is a vampire and she is keeping him for herself." The priest has said the only way to stop her is to stake her, but they will not allow it. Thus, Wlastan, who was once a close friend, is now his enemy.
Kara decides to keep watch over the house, even though Kerpitschi tells him he must not, for no one can look at a vampire and live. That is the reason why they have never answered the door. Kara says he will do so anyway for he wants to see a "ghostly leech behind membrane-wings." Kara sees a man come that night and make bat noises and knock on the door; he is eventually caught and confesses. It is Wlastanʼs servant who has slowly been poisoning Wlastanʼs son, so that he himself could become heir. Kerpitschiʼs daughter caught him, but he threatened to kill her parents if she ever told anyone. That is why she spoke as she did.
There is, by the way, another: "The Stone Chamber" by H. B. Marriott Watson. It is often dated 1898 or 1899, taken from the publication of the book in which it appears, but it was actually printed first in mid-1896. It clearly implies the turning of Priscilla, Lady Marvyn, dead some 150 years, into a bat which is currently feeding on occupants in the stone chamber but it is worked out only in 1898; the 1896 version is too abbreviated. 87
Final Reflections
There does seem to have been an almost inevitable collision course between the two vampires-monster and bat-if for no other reason than they shared the same name and tended to have similar traits. That started when soldiers, naturalists, even taxonomists began naming bats with the name of the folklore monster and creating a list of lurid characteristics for them. In this 87. In the US, it appears on page 29 of the June 28, 1896 issue of the New York World. Retrieved from https://www.newspapers.com/newspage/4014154/. Mike Ashley seems have located an earlier appearance on June 11 in Vanity Fair. The 1898 version can be read at https://archive.org/stream/-heartofmirandaot00wat siala#page/140. way, many of the terrifying aspects of the monster were preserved but the "superstitious" elements could be removed-no more revenants, or ritualized desecrations and stakings, or the victims becoming vampire monsters, or theological problems about how such fit into the order of a benevolent, but just Godʼs creation.
In the latter half of the century the monster seems to be in the process of being naturalized. If referred to at all and not the bat, the monster becomes a psychic vampire mesmerizing, a medical one transfusing, a scientist electrically magnetizing, a femme fatale or homme fatal seducing; a killer murdering; a necrophile desecrating, etc. All draw the life force, resources, dignity from their victims. At the same time the unreconstructed monster becomes largely the property of folklorists, early psychologists, and love poets. After Dumas, Lord Ruthven slips increasingly into the shadows of redundancy or parody.
Nonetheless, the monster does still live on at the margins of 19 th -century literature. Most of the authors of these stories, however, prefer to keep their options open between coincidence, illusion, trickery, and reality, as May does. A world like ours where the monster can operate unapologetically becomes rare. Yet a few masterpieces still arise like J. Sheridan Le Fanuʼs Carmilla in English; 88 Marie Nizetʼs Le Capitaine Vampire in French; 89 and Heinrich Ulrichsʼ "Manor" in German, 90 but these, for the most part, were overlooked at the time of their publication.
Dracula should have joined them here at the fringes, but instead it broke out and has become one of the best selling novels to this day. Stokerʼs use of the contemporary large and menacing bat-to spy, to sedate, to hypnotize, to prey upon, to escape-as one weapon in an arsenal to be wielded by a relentless, foreign, imperial monster bent on conquest in the very heart of the British Empire at the time is quite staggering. In comparison, the previous literary associations of a corpse and a bat are rather anemic. This is where we must see the significance of the book. It does not lie in its being the first to utilize the bat as something into which the monster can shapeshift. Nor is it the climax of a mainstream movement in its direction. Rather it plays a key role in reasserting the primacy of the monster over the bat that typified the first half of the century. In the latter half, if one used the word "vampire," chances are one meant the bat. Today we mean by it the monster alone and if we refer to the bat, it is merely an adjective.
Finally, the 20 th century saw the victory of the microbat over the macrobat as the true vampire, so when a monster turns into a large bat, it is not technically into a vampire bat anymore. Dracula is the greatest example of an era when that was not the case, when the monstrous bat still reigned as the vampire.
